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ENTATONIC 
THEORY 


Knowing a little about the theoretical con- 
cepts behind the pentatonic scales will 
help you use this book. More importantly, 
it will give you the freedom you need to 
do some really burning solos with a sense 
of security. 


THE MAJOR SCALE 


The pentatonic scales are five note scales 
(penta = 5, tonic = tones) that are derived 
from the major scale, which has seven 
notes. The organization of pitches in the 
major scale is best described by using 
whole steps and half steps. A whole step, 
which is a major second interval, is equiva- 
lent to the distance between C and D, or 
any two notes that are two frets apart on 
the guitar. A half step, which is a minor 
second, is the distance between C and D}, 
or any two notes that are one fret apart. 


In the major scale, there are whole steps 
between the first and second, second and 
third, fourth and fifth, fifth and sixth, and 
sixth and seventh scale tones. There are 
half steps between the third and fourth, 
and seventh and root. It is simple to refer 


to these scale degrees with their numbers: Jimi Hendrix. 
songs like Hendrix's 

1 2 3 4 5 6 7 (1) “Hey Joe” show what 
ТС М Հա" ՀՅ A a powertul vehicle the 

үү үү H М үү М H minor pentatonic 


scale can be for 
improvization. 


N and W = whole step 
чи апа = half step 
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PHOTO: COURTESY OF REPRISE RECORDS 


THE MINOR PENTATONIC SCALE 


The minor pentatonic scale has a similar organization of pitches, but 3 and 7 


are lowered one half step and there is no 2 or 6. 


МИТ and WH = A whole step plus a half step 


Let's compare the C Major scale to the C Minor Pentatonic scale. 


V NOS M Е: 


VYY V 


= Ն | 


| EXAMPLE 2 


Here is the A Major scale compared to the A Minor Pentatonic scale. 


©з ' = Էք T = 
Pe VN NS 


ԱԿ ԿԽ МУ М 
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THE MAJOR PENTATONIC SCALE 


The major pentatonic has a similar organization of pitches to the major 
scale. As a matter of fact, they are exactly the same except the major penta- 
tonic scale is missing 4 and 7. 


1 2 3 5 6 (1) 


Мы ата NA 


W WH W WH 


EXAMPLE 3 


Here is a comparison of the C Major scale to the C Major Pentatonic scale. 


4 | 
ШЕ” J Е а Жақа ақы a 1 
HOA — ПИН, е անագ այա) pec i 


N EAN NN SES т 


| EXAMPLE 4 


Let's look at the A Major scale compared to the A Minor Pentatonic scale. 
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NIC SCALE 


THE FIVE MINOR PENTATONIC PATTERNS 


The minor pentatonic scale has five notes in an octave: 
1 3 4 5 7 


There are five basic patterns that are commonly used for playing the minor 
pentatonic scale. 


Pattern #1 Թ. o 
e 0 | 
е 0 
o 6). 
e е 
e! -Ф“ 
Pattern #2 е. е. 
1 oe 279 
ө Ф 
Թ, е. 
е e 3. 
Pattern #3 е" е: 
e е“ 
e е“ | 
е е 
Փ ® 
e Ф: 
Pattern #4 o 2 -ө ր 
Փ Փ 
©. Թ» | 
е е | 
e е, ј 
Pattern #5 Փ Que 
e ՒՑ- 
O; Ф. 
е е“ 
e. е, 
-ө ®) 


The fingerings shown should be used because they will help all the fingers 
develop equally. Obviously, if you don't use the weaker fingers they will not 
get any stronger. It is definitely possible to make your fourth finger as strong 
and independent as your first and second. So take that fourth finger off the 
bench and put it in the ball game. You will be making stretches you never 
thought you could make before. 


————————MMMM——————M—————M— 
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After you are able to play these patterns, you should commit them to mem- 
ory. Imagine being at a band rehearsal or audition and the leader points at 
you to take a solo. If you have forgotten the patterns and don't know what 
to play, you won't leave a very good impression. 


PUTTING THE PATTERNS IN A KEY 


As you are memorizing the patterns, it would be wise to memorize where 
the root notes lie in the patterns. 


The root notes identify the key center in which you are playing. This is 
important because you want to be able to use these patterns in any key. 
Examples 5 through 7 show how to put each of the five patterns into the key 
of G. This thought process can be used for any key. 


Pattern 41 in G 


If you are going to solo on a song in the key of G and you want to use Pat- 
tern #1, you will play in third position, starting with your first finger on the 
third fret. This is because Pattern #1 always has the root on the sixth string, 
and the note G, your root note, is on the third fret of that string. 


(8) е ] Е i 

е -e | 

e е 

е ® 

е е 

e е 

ПІ V VII IX XII XV 


Pattern #2 in G | EXAMPLE 6 - 
To use Pattern #2 in the key of G, you would play in fifth position, starting 
with the second finger on the sixth fret, because Pattern #2 always has the 
root on the fourth string, and your first finger plays the root note (G) on the 
fifth fret of that string. 
e 0 
e ® 
е е 
@- -ө 
e e 
е Փ 
Ш У УП ІХ XII XV 


_———————————————„—„——.— 
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Pattern #3 in G | EXAMPLE 7 | 


Pattern #3 in the key of G would start with the second finger on the eighth 
fret, or seventh position, because Pattern #3 always has the root on the fifth 
string, and your fourth finger plays the root note (G) on the tenth fret of that 
string. 


0000 е 


9. 


IH У УН Ix XII XV 


Pattern #4 in G | EXAMPLE 8 | 8 


To play in the key of G with Pattern #4, you would start with the first finger 
on the tenth fret, or in the tenth position. Pattern #4 always has the root on 
the fifth string, and your first finger plays the root note (G) on the tenth fret 
of that string. 


Ф т гө 
| Փ- t 0 
e- +—®- 
% -Ф 
@— е 
= Ф 
IH V VII IX XII XV 


Pattern #5 in G | ЕХАМРІЕ 9 | 


Pattern #5 would start in twelfth position with the second finger оп the thir- 
teenth fret to play in the key of G. The root is always on the sixth string in 
Pattern #5, and the fourth finger plays the root note (G) on the fifteenth fret. 


т լ | o ® 
| ө е 
| | (8) Փ- 
| | ө Փ 
| e е 
1 | i | ж 62 
III V VII IX XII XV 


When playing through these patterns, be sure to observe where all of the 
root notes appear. 
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LEARNING ALL THE KEYS 


The next step is to practice the patterns in other keys. Try to pick a key and 
play through all five patterns in that key. Begin in the lowest possible posi- 
tion and move up the neck, as we did in the key of G in the “Putting the 
Patterns in a Key” section, Exercises 5 through 9. The table below shows 
how the minor pentatonic scale can be started in any given key in one of the 
first three positions. This means that you may not always be starting with 
Pattern #1. For instance, you may have to start with Pattern #4. Then you 
would play Pattern #5 and then #1, etc. 


If you are an electric player, you should take advantage of the extra frets you 
have above the twelfth fret. Notice that when you arrive at the twelfth fret, 
everything starts over again. For example, if you were to begin playing in 
the key of B with Pattern #4 at the second fret, and then played through 
each pattern in succession up the neck, by the time you got back to Pattern 
#4, you would be at the fourteenth fret, or twelve frets higher. You could 
continue this upward from the fourteenth fret until you ran out of frets. 


Practice each of these keys: 


Key Starting Starting Key Starting Starting 
Pattern Fret Pattern 


G Pattern #1 — 3rd Fret _ Кеј 


Pattern #5 


Pattern #5 


Pattern #4 ‘st Fret 


Pattern #4 


С Pattern #4 3rd Fret 


VISUALIZATION 


You should not only play the patterns, but also be able to visualize yourself 
playing them on the guitar in your mind's eye. Focus on two or three 
patterns a week. This involves making a mental picture of all the patterns in 
any given key. The purpose of this is to give you greater freedom in improvi- 
sational settings. You cannot reach your full creative potential if you have to 
struggle to remember the “correct” notes to play. 


LEARNING SCALE DEGREES 


Try to recite the names and scale degrees of the notes while playing the 
scale. This will help you learn the fretboard better. At the same time, it will 
improve the shape of your solos because you will be able to identify where 
the different intervals are in the patterns. This skill is vitally important for tar- 
geting certain notes as you improvise. For instance, take Pattern #1 in the 
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key of G. Play each note slowly, reciting the name and scale degree of each 
note (G-1, B’-3, C-4, D-5, Е-7). Do this with all of the patterns in all of the 
keys. 


IMPROVISATION 


The next step is a big one. This is where you actually make these un-musical 
scales sound like music. It's actually a lot easier than it seems. Begin with a 
simple chord progression, such as those in Examples 10 and 11. These pro- 
gressions аге on the tape that is available for this book. If you don't have the 
tape, record yourself playing these progressions on a tape recorder or have 
a friend play them. 


First play straight up and down through the G Minor Pentatonic scale over 
each progression. This will not sound very musical, but you will be able to 
hear how the notes work over the chords. Next, try varying the order of the 
notes and rhythms that you play. 


G7 D7 


>> 


D7 
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MOTIVES 


Using motives will help you develop solos. A motive is a short, catchy musi- 
cal idea. Sometimes the simpler an idea is, the more it will be remembered. 
This holds true not only for soloing but for songwriting, as well. Try thinking 
of three or four note musical motives. Here is an example that uses motives. 


| EXAMPLE 12 


1 
G min Jj G min y Bb 
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HE MAJOR 
PENTATONIC SCALE 


THE FIVE MAJOR PENTATONIC PATTERNS 


Like its minor counterpart, the major pentatonic scale consists of five notes 
in an octave: 


1 2 3 5 6 


Pattern #1 ®) Փ 
Це ; 9 
e 0 
2. ө: 
а? e 
Pattern #2 e е: 
e 0 4 
е Ф 
(Н) е 
е е ' 
е? Ф: կ 
Pattern #3 г-Ф Ф E 
OS е“ | | 
o e. | | 
е е | ; 
Ф (5-1 
е: o+- : 
Pattern #4 Ka а | | 
I9! —. | H 
e | կ Y 1 | 
ево 
41 DA | 
е e 
Pattern #5 ծ | Г ®, 
. | ' ө | Փ 
Май H ի 
e e. 
0 0 
И е! Ge 


Practice putting these patterns in a key, as we did in Examples 5 through 9 
with the minor pentatonic patterns. 


RELATIVE PENTATONICS 


Every major pentatonic scale has a relative minor pentatonic scale. This means 
that the two scales share the same key signature and notes but have different 
roots. The way you phrase and resolve the notes of the scale will also dictate 
whether it is major or minor. There are strong notes, such as the root, that you 
can begin and/or end with that will help define the major or minor tonality. 
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For example, you can see that the C Major Pentatonic scale in Example 13 
(C, D, E, G, A), has the same notes as the A Minor Pentatonic scale in Exam- 
ple 14 (A, C, D, E, G), but in a different order. 


| EXAMPLE 14 | 14 


еве во | 
и 5 
: 


To find the relative minor pentatonic of а major pentatonic scale, think up 
four frets on the next higher string (except from the third to second strings, 
where you will need to think up five frets). 


EE 


The relative minor pentatonic of C is A. 


III у УП 
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To find the relative major pentatonic of a minor pentatonic scale, think up 
three frets on the same string. 


The relative major pentatonic of A is C. 
| 


== : A 2 


КА 2 —5 = 
В 


So the patterns we use for major pentatonic аге the same as the minor pen- 
tatonic but with the root notes in different places. 


LEARNING ALL THE KEYS 


Next, learn all 12 keys as you did with the minor, taking a couple of keys a 
week and really making them your own. 


e 


IH V VII 


IMPROVISATION 


It is time to put the major pentatonic scale to work in a musical situation. 
Practice improvising over the chord progressions in Examples 17 and 18. 


EXAMPLE 17 
C А min F G 
E 25124 LDA LAP 9-Ի PDD PP PP 
| EXAMPLE 18 


С G A min F 
6H 29-Ի AD PIP PDP ALP SP PPA 


Begin by playing the patterns one at a time over each progression. Try to 
spend extra time isolating the patterns that you don't know as well. You сап 
practice these patterns for years, but you don't really know them until you 
can use them in musical situations. The information you know means 
nothing until you use it in context. 
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[ REATIVITY 


Being truly creative with the pentatonic scales begins with expanding the 
range of your pattern playing horizontally along the neck. 


THE ENTIRE MINOR 
PENTATONIC SYSTEM 


The five basic minor pentatonic patterns fit together like a jigsaw puzzle. It is 
important to be able to tie them all together. 


#5 #2 #4 

е ® е е Փ Փ Թ- 

Փ Փ е Թ Փ Փ Փ 

Թ Փ Փ е Ф Թ Փ 
Փ Փ ® e е Ф Փ- 
е ә ө oe 8— | се —0 

е ® e —. e i —0 в 

ш у [уп ІХ | ХП | XV] 

#1 #3 #5 


THE HORIZONTAL APPROACH 
TO THE MINOR PENTATONIC 


So that you are not confined to playing just the patterns, a strictly vertical 
approach, experiment with playing the scale up one string, a horizontal 
approach. Knowing the scale like this allows you to expand your range up or 
down the neck which will result in longer, more flowing lines in your solo 


playing. 


THE G MINOR PENTATONIC SCALE ON SINGLE STRINGS. 


Ш V УП Ix XII XV 


CREAT T" 17 


| EXAMPLE 20 


Ш V vn " - С 


EXAMPLE 21 : 
© € e e e е © . 
Ш V VII IX XII xv 


| EXAMPLE 22 | 


IH V VII IX XII ху 


| EXAMPLE 23 | 


III Մ VII IX XII xv 


EXAMPLE 24. 


(6) е Թ e ө e ` я 
Ш V VII IX XH e 
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THE ENTIRE MAJOR 
PENTATONIC SYSTEM 


Notice that this is identical to the Entire Minor Pentatonic System on page 
17 except for the locations of the roots. As you now know, this is because of 
the relative relationship between the major and minor pentatonic scales. As 
with the minor pentatonic, the goal is to be able to tie all of these patterns 
together in your playing. 


#4 #1 #3 
[р тт со смеј Гг о тл Ո 
Փ —0- ® o Ф e e 
- % - e (8) е е 
е са O Փ Փ Փ | (Н) 
e e o ® e е e 
ау Ф е - Ф а) ө 
e o 8 Փ Փ i e е 
Ш M [уп ІХ | շա | XV] 
#5 #2 #4 


THE HORIZONTAL APPROACH 
TO THE MAJOR PENTATONIC 


Once again, the next example will be exactly the same as those in Examples 
19 through 24 except for the locations of the roots. Here is a place to test 
your knowledge. Examples 19 through 24 were in the key of G. What will be 
the major pentatonic key in the next exercises? Remember, we find the rela- 
tive major key by thinking up three frets. If you play a G and think up three 
frets, you will find a В”. Indeed, В? is the root in all the following examples. 


THE В» MAJOR PENTATONIC SCALE ON SINGLE STRINGS 


(D e 


Թթ 
Փ 
Փ 
Փ 
Փ 


ալ Մ УП Ix XII XV 


СВЕАТ ТУ 19 


EXAMPLE 26 


Ш У ҮП Ix XII XV 


| EXAMPLE 27 | 
() ө ® ө ө . e ® 
Ш У УП Ix XII XV 


n 
Фе е е ®———@ 


IH V VII IX XII XV 


| EXAMPLE 29 © 
Փ Le ө ЕРЕ . ө ® ө 
ІШ У УП IX XII XV 


EXAMPLE 30 


© е е Թ- . ՞ ՞ е 
Ш У УП Ix XII XV 
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| COMBINING STRING SETS 


MINOR PENTATONIC 


Here is an exercise in the key of G minor that combines two adjacent strings 
and moves up the neck. This will expose you to other ways of playing the 
scale and plant the seeds of some new ideas for improvising. 


EXAMPLE 32 | 


Try this on other string sets. 


1 


e 

ГУ тр оф -о же ря խա Ւ | „Эше у 
Ар о’ ы. 62-де 0 as Л! 
у? „ы Г Թ ри “алы. ES ի 
ՀՄ Դ ԷԾ Լրա чыз Ս U I N 

p- — > 

Ри 

5 5 5 5 5 5 

ст == ge os е бен ас 


ие 
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| EXAMPLE 33 


Try this same idea skipping strings. 


e. e. 
тр "= ре’ = el 
F-L— - 0-2 6412 — 4 
На аб ты нин. А ա" “алы. ы, a 
ег ՀԿԿ | լատ = с е 
2 ՀՔ 
2 
5 5 5 5 5 5 
0-8 40-13-35 
— 407 | 19-12 
z | 
MAJOR РЕМТАТОМ!С 


You can also apply these ideas to the major pentatonic scale. 


Here is an example in G Major Pentatonic. 


Qua 
ML иа 
մամ. սա | мит | е. Ք | || ի 
ШР, > мг. "ia М” a || 
гал ж | 48 4 | | ԻՐ | ано зы, | е. 
ШАХАР Ի | 14 A. A ед — E — [] 
— -a 
L 
S S S S S S 
0 0 10—12-15—12- 
: 9 о 12 35 


Г А 


This will work on other string sets, too. 


б 2 gi 
ШЕ 7 — f Es e z Ո Լար | 
LL “ Ва и 2 ր | ин қылы,  ——— 4. 
Ге“ 6" T զ | ~ Г жеме” —— ы || 
Բարտ <a -- 
Տ Տ Տ Տ Տ Տ 
- ը ar Sy a ee A A ee : 35-37 ի 
ГА : | 
= լ 
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EXAMPLE 36 


Try this same idea skipping strings. 


Eric Clapton. 
This legendary 
player put the 

major pentatonic 
to good use in | 
songs like m Е " ES 

"Hide away" (The Հ "d" 
Bluesbreakers) 
and 
"Keep on Growin'" 
(Derek and the 
Dominoes). 


* 
P. 
25 
% 


-———————————————————————————X OAK 
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PHOTO: TERRY O'NEILL/ COURTESY OF REPRISE RECORDS 


COMBINING THE PATTERNS 


Here is another idea you can try. Start in one pattern and in the middle of it, 
slide up to the next. This will not only show you how they connect, but will 
also expand your range when playing the patterns. 


MINOR PENTATONIC 


Patterns 1 & 2 EXAMPLE. 37 
#2 
EE = 
D 
#2 
p 1 
11-1 ЕЗІ 
-Փ- е. те | 
2-2 o 
R | Leo- _| | | 
p M | vu IX XII XV 
it 


Now take it a step further and try combining three patterns. 


Patterns 1, 2 & 3 


5-4 
: | 
. ЕЕ 
ա У и ы ІХ լ XII XV 
#1 #3 
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Try combining four patterns. 


Patterns 1,2, 3 & 4 | EXAMPLE 39 | 


#1 
#2 #4 


(8)- | -ө L | 
Ш M Dv IX XII XV 
l [opes OS | 
#1 #3 


How about five patterns? 


Patterns 1, 2, 3, 4& 5 | EXAMPLE 40 | 40 


e at 
|. ө ее | Ф Է` | մ 
- ә Փ` | | „ед 


You can take this as far as you like. Experiment with fingerings and places to 
slide other than those shown here. Once you have done that, it is important 
that you practice them in other keys. 
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MAJOR PENTATONIC 


You can get a lot more mileage out of your ideas by learning to take a minor 
pentatonic lick and playing it as if it were from the relative major pentatonic 
scale. 


Patterns 1, 2, 3, 4 and 5 ‚ EXAMPLE 41 


Notice that these are the exact same notes as those in Exercise 40. The only 
differences are the root notes and the phrasing. 


ort =$ ==” 
Wes pe e 


#5 
#1 #3 
с се ој ГО 
| e s 
АҢ) Հ Ք 
o- ՛--Փ Փ 
о у: 
® —- 
е ԹԻ Փ 
ш V y УП ІХ | xu XV | 
#5 #2 #4 


Now, go back and play Exercises 37, 38, 
and 39 in their relative major keys. Simply 
alter the phrasing so that В? is empha- 
sized instead of G. 


PHOTO COURTESY OF GRP RECORDS 


Larry Carlton. 
Check out Carlton's 
“Small Town Girl” 
for a good example 
of how the major 
pentatonic scale 
sounds ina 
jazz/pop tune. 
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SEQUENCING 


7:8 concept involves repeating a pattern as you ascend or descend through 
се scale. For instance, play the first three notes of the scale, then go to the 
second note of the scale and play three notes from there. Go to the third 
-ote of the scale and play three notes from there, etc. 


â 
Y ID h 3 |. — | 
и fe”. | "ии | 
Lit" A ԼԷ | | || | վ 
SY” 72 1] [TIT је Је“ 4 


Once you have ascended all the way through a pattern, do the same thing 
descending. Imagine that you have just played through a sequence of this 
pattern ascending, and now you are descending. 
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| EXAMPLE 45 


Try sequencing four notes and descending by reading the pattern backwards. 


| EXAMPLE 46 | 46 


You can sequence five notes. Again, experiment with a descending 


sequence of this pattern. 


4.8» 


35- 35- 


———————_———Є—Є—————————————————— 
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29 


CREATIVITY 


ample 46 Continued) 


Try sequencing six notes. 


=x 


LICKS WITH SEQUENCES 


Here are some fun sample licks that incorporate sequencing. The first two 
incorporate sequences of fours. 


This lick includes sequences of fives. 


ті AER T 


a 2 —_ ГТ - s [== T 
Hes п S e P аа cet 
MANSO AE — Г 3. чы н р Б ----Հ | 
2 a Сы 5 
8—16 : B 308-- Ց 
ր ———————9-3 -Ց-- 97 
Е —9— 9—7 
ЕЮ == кл ыт БЕ 98 
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—ere's one that incorporates sequences of sixes. 


INTERVALS 


An interval is the distance between two notes. Intervals are measured in half 
steps. On the guitar, a half step is the distance from one fret to the next 
adjacent fret. For example, a perfect fourth interval equals five half steps or 
frets on the guitar. 


_ ERA 


2 аа 


Once you һауе measured five half steps up from the G to find that a perfect 
fourth above is a C, you can choose to play the C in a more convenient loca- 
tion on the fifth string. You can measure and re-finger any interval in this 
manner. 


=a 


An interesting way to spice up a solo is to play the pentatonic patterns in 
fourth intervals. You may notice that some intervals deviate from the others. 
For instance, the interval В? to D, which is a major third (four half steps), 
appears during the exercise in fourths. For it to have been a fourth interval 
the notes would have had to be B to E”. The problem is that there is по E” 
in the G Minor Pentatonic scale. The closest scale tone is D, so we substi- 
tute it for the E>. This kind of adjustment to stay within the scale is typical. 


XV 
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The following examples all use the G Minor Pentatonic scale, but this 
concept is good for any key, and for the major pentatonic scale, too. 


Fourth Intervals | EXAMPLE 53 | 


——— | сағи РЕ 
D Ж M „ш | | „ | € Ф Е Թ | | 

CLAS п առար | Թ" | ш] Ej 
(Հ Ж PT lj] | - | " 1 -- — 


third 


| 
լ 
| 


Playing the scales in intervals will expose you to ways of approaching the 
scale other than playing it straight through. It is intended to open your 
creative side and unleash the potential that is to be found in this scale. Keep 
in mind that these are exercises and they do start to sound old if used exclu- 
sively. Use them sparingly and they will add interest to your solos. 


Fifth Intervals | EXAMPLE 54 | 


A fifth equals seven half steps: 
G - D, B} - F, C С, ек. 


a a eee Լ 
Լլ [D жиынын — (| | | КЕНЕН [| 
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еа“ ե Ը` Ը Ո 1 ԼՔ | - oA FEA d 
ES E ETS [e > “ | = - П 

E 
sixth 

-2---6- ի 
ШУ. 5 та со ի 
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Seventh Intervals | EXAMPLE 55 | 


A minor seventh equals ten half steps: 


G-F, C- B, D-C, etc. 


Octaves | EXAMPLE 56 | 


There are twelve half steps in an octave: 


G-G,B-B, апас - С, etc. 


eS 
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LICKS WITH INTERVALS 


Here are some sample licks with which you can experiment. Remember, use 
these ideas as springboards to create some licks of your own. 


Here is an idea that uses fourth intervals. 


Ее ES ви 


RARA A Фф е Y | | d 


| EXAMPLE 58 | 58 


This lick uses intervals of a fifth. 


| EXAMPLE 59 | PLE 59 


Seventh intervals are highlighted in this example. 
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BENDING 


7-25 last section is very important. 
any beginning players randomly 
сепа any note they happen to be 
с aying. This is okay for some notes, 
cut unless they get lucky, they always 
сауа percentage of wrong or “out- 
c*-tune" notes. Let's eliminate the 
guessing game. 


MINOR PENTATONIC 


As you now know, the degrees of the 

minor pentatonic scale are 1, "3, 4, 5, 

and ?7. You can bend from any note in the scale to any other note in the 
scale. You can also bend to and from the 2 and 6, even though they are not 
in the minor pentatonic scale. 


HALF STEP BENDS 


Like anything else, there are certain notes that sound better than others 
when bent. The minor pentatonic tends to take on a bluesy quality when its 
notes are bent. For example, you can make these half step bends: 


2 to'3 
4 to °5* 
6 to b7 


* The occasional use of the *5 degree lends a particularly bluesy quality to 
the minor pentatonic scale. 


Here are some half step bends in the Key of G to practice. 


2 4օ 3 
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4 їо 5 (a blues effect) | EXAMPLE 61 | 6 їо 7 | EXAMPLE 62 | 62 


WHOLE STEP BENDS 


There is an emotional quality that you can draw from the guitar when you 
bend that you cannot possibly get by simply playing the notes in the 
standard fashion. Think about this when you make these whole step bends: 


1 ќо 2 
'3 to 4 
4 to 5 
5 to 6 
7 to the Root 


Practice whole step bends in the key of G. 


1 to 2 | EXAMPLE 63 | 63 3 to 4 | EXAMPLE 64 | 64. 
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4to5 | EXAMPLE 65 | 5 to 6 | EXAMPLE 66 | 66 


- 


MAJOR PENTATONIC 


This scale sounds anything but bluesy, even when its notes are bent. Still, 
you can pull more emotion out of the scale by bending the notes where you 
would not be able to on most other instruments. Some of my favorite bends 
in this scale go from 2 to 3, 5 to 6, and, if executed properly, 1 to 2 can 
sound nice. 


Here are some bends to practice for the major pentatonic scale. 


2 to 3 | EXAMPLE 67 | 5 to 6 | EXAMPLE 68 | 68 


1 


J 


J 


ll SS 
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1to2 EXAMPLE 69 . 


BENDING IN TUNE 


It is important to bend in tune. You can check yourself by playing the actual 
pitch to which you are bending. Make sure the actual pitch and the bent 
note sound the same. 
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REVERSE BENDS 


There are different types of bends. Playing a note and bending it to another 
with a slur (not picking the second note) is the most common type. 


You can also bend a note before you play it, and then bring the string down 
to its natural position after picking. This is often called a reverse bend, or a 
pre-bend. 


B. B. King. | 
Не5 got the | 
blues, so he's got ! 


the “bends,” too! 
Nearly all of 

B. B. King’s 
playing is based 
on pentatonic 
scales. 


| EXAMPLE 71 


ПЕЕ ВА АА АА АА АА nn а а 
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PHOTO: COURTESY OF MCA 


AMPLE 
SOLOS 


| have included solos that incorporate many of the concepts discussed in 
this book so that you can see them used in an actual musical context. 


The chord progression in this first solo is a standard 12 bar blues progres- 
sion in the key of G. 


MINOR PENTATONIC SAMPLE SOLO 
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SAMPLE SOLOS 


ANALYSIS 


The first measure is a pick-up lick that leads into the progression, and incor- 
porates the concept of connecting patterns. This example begins in Pattern 
#2 and slides down to Pattern #1. 


Measure 3 incorporates a string skipping concept that moves horizontally up 
the neck. 


In Measure 4, | have sequenced some of the descending seventh intervals. 


Measure 6 begins with a whole step bend and continues in a descending 
sequence of a four note pattern. 


Measure 7 contains a string of descending and ascending fourth intervals. 
Measure 8 demonstrates a half step bend and return. 


Measure 10 has a whole step bend on the second string that is held out 
while you play a note (A) on the first string. The bend is then released in the 
next beat. 


Measure 11 also demonstrates a half step bend. At the end of the measure, 
you will find a grace note hammered-on from the third to fifth frets of the 
first string. Grace notes are played very quickly right before the beat. 


Measure 12 has two whole step bends and a pull-off at the end. 


мз3<< 
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MAJOR PENTATONIC SAMPLE SOLO 
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ANALYSIS 


Measure 1 demonstrates descending four note sequences. 


Measure 2 begins by combining C Major Pentatonic Patterns #1 and #5 on 
the first beat and then moves into fourth intervals. 


Measure 3 combines D Major Pentatonic Pattern #5 with Pattern #1. 


Measure 4 incorporates whole step bends from the 2nd to 3rd scale 
degrees of the G Major Pentatonic scale. 


Measure 5, still using a G Major Pentatonic scale, combines Patterns #3 and #4. 
Measure 6 demonstrates string skipping. 
Measure 7 contains some descending seventh intervals. 


Measure 8 has a whole step bend with a delayed return. 


| hope that seeing these concepts used in an actual musical situation will 
help you formulate some ideas to use creatively in your own solos. Better 
yet, | hope that these ideas inspire you to come up with new concepts. 
Keep your eye out for other books about improvising from The National 
Guitar Workshop and Alfred, such as “Introducing the Dorian Mode” and 
“Introducing the Mixolydian Mode,” both by Peter Einhorn. 
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OW TO READ 
MUSIC 


PITCH 


Learning to read music will help you to get the most out of your National 
Guitar Workshop and Alfred instructional books. It will make you a better 
musician, too, because you will be able to communicate more easily with 
other musicians. What follows is a discussion of music reading basics. 
Remember that practice makes perfect! The more you practice reading, the 
easier it will become. 


A staff containing five lines and four spaces is used in the writing of music. 
Notes are alternately written on the lines and spaces in alphabetical order. 


The clef indicates which notes coincide with a particular line or space. Dif- 
ferent clefs are used for different instruments. Guitar music is written in G 
clef. The inside curl of the G clef encircles the line which will be called "G". 
When the G clef is placed on the second line, as in guitar music, it is called 


the treble clef. 


Using the G clef the notes are as follows:* 


ЕЕ: 
В D F F A C E 


== 


| 
E G G 


These are lines that are used to indicate pitch above and below the staff. 


eL 


E F С A B С A B C D Е Е G 


* In standard notation the guitar sounds an octave lower than written. 
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TIME 


The staff is divided by vertical lines called bar lines. The space between 
two bar lines is a measure. Each measure (bar) is an equal unit of time. 


Ecco 


Double bar lines (“Ч) mark the end of a piece. 


` Time Signature 


Every piece of music has numbers at the beginning that tell us how to count 
the time. 


Examples: A 3 6 
4 4 8 


The top number represents the number of beats or counts per measure. 
The bottom number represents the type of note receiving one count. 
Example: 4 = quarter note 8 = eighth note 


Sometimes а 6 is written in place of 4/4 time. This is called common time. 
Note values 
in 4/4 time: 


= four beats " 9 E 


A whole note 


A half note = two beats 


A 2 

|^ 3 3 
5222200 
- W2beat Dh 22 DD M 
АА ЛА AA AA 


1/4 beat МА МА М М 


о 
A quarter note ‚ = one beat 


An eighth note 


A sixteenth note А 
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А SUIDE TO NATIONAL GUITAR 
WORKSHOP TABLATURE 


Tablature, when combined with standard music notation, provides the most 
complete system for communicating the many possibilities in guitar playing. 


In our TAB system, as in most, rhythm is not notated. For that, you will have 
to refer to the standard notation. Six lines are used to indicate the six 
strings of the guitar. The top line is the high E string (the string closest to 
the floor) and the bottom line is the low E string. Numbers are placed on 
the strings to indicate frets. If there is ап “0”, play that string open. 


Fingerings are often included in TAB. You will find them just under the bot- 
tom line. A “1” indicates your left first or index finger. А “4” indicates your 
left fourth or pinky finger. 


In the following example, the first note is played with the first finger on the 
first fret. The next note is played with the second finger on the second fret, 
then third finger plays the third fret, and the fourth finger plays the fourth 
fret. 


pre E o... € OO 0 ETT 
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Hammer-ons and pull-offs are indicated with slur marks, just like in standard 
notation. Our TAB also includes an “H” for hammer-ons and a “P” for pull- 
offs. These are found just above the TAB. 


Upward bends are marked with upward arrows. Downward arrows are used 
to show a bend being released. A number above the arrow indicates how 
far to bend (1 = a whole step, 1/2 = a half step, etc.). Remember that the 
TAB will show the fret number on which your finger should be placed. The 
standard notation corresponds with the fret shown іп the TAB. In the follow- 
ing example you will also find a tap (T) and a slide (S and —). Also, notice 
that if more than one note are played with one bend, they appear in paren- 
theses in the TAB. Some notes are actually represented by the arrows them- 
selves, as in the second note of the triplet in this example. 


In the following example you will find several more symbols. The sign for 
vibrato (^.^.^.^J), and the signs for picking down (M) and the sign for pick- 
ing up (V). 


on РМ Ա Մ уу му my мА, 
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4463 Book & Cassette....$16.95 


11969 Book | The National Guitar Workshop's 
че || Introducing The Scales Series 


A Must For Every Improvising Guitarist 


For guitarists of all styles, from rock to jazz. A thorough and 
unique approach to learning and applying the scales and 
modes to improvisation on the guitar. Whether you are 
learning scales and modes for the first time, or just looking 
for fresh ideas, these books are for you! 


Each book includes: 


» Plenty of exercises and licks in standard music notation 
and TAB 


» Examples іп a variety of styles 
» Loads of easy-to-read scale diagrams 


» Lessons on breaking out of locked position playing 
that teach you to solo freely throughout the range 
of the fingerboard 


» Chord progressions for practicing improvisation 
» Practical suggestions for effective practice methods 


» Basic theory lessons written in clear and simple language 
which take the mystery out of improvising with scales and 
modes once and for all! 


A cassette tape demonstrating all the exercises and licks 
is available for each book. Polish your improvisational skills 
with each scale as you jam with the play-along examples. 
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